In recent years, a number of indigenous activists have gained celebrity status in ways that carry interesting implications for contemporary cultural politics. This paper focuses on the celebrification of Tame Iti, arguably Aotearoa/New Zealand's best-known Māori activist, within a wider cultural context characterized by intensifying media convergence, an expanding politics of decolonization, and the continuing elaboration of global indigenous mediascapes, including the Māori Television Service. We draw on forms of conjunctural analysis to explore how wider historical forces and social dynamics come to be embodied in particular flesh and blood individuals, who are thereby constituted as resonant media figures, who operate as both objects and agents of struggle, and who at once intervene in and shape, while also being shaped by, key terrains of contemporary discourse and cultural politics.
Introduction
In recent years, we have witnessed what we might refer to as the celebritization of 1 The ways in which these celebrity-activists challenge the capitalist and colonial status quo generate extensive solidarity and media attention, especially in alternative and social media spaces, as well as in mainstream media. Graeme Turner (2004: 8, 13) writes that "modern celebrity is . . . a product of media representation," and "those who have been subject to the representational regime of celebrity are reprocessed and reinvented by it. To be folded into this representational regime . . . changes how you are consumed and what you can mean." At the same time, the new media environment creates unprecedented opportunities for celebrities to intervene in and redirect the discursive and representational forces generated through celebritization. Some of the indigenous celebrity-activists noted above are media makers in their own right and make extensive use of both "old" media such as radio and television, and social media such as Twitter, YouTube and Facebook to intervene in terrains of cultural and political struggle.
Struggling in defense of indigenous people's rights has become a risky undertaking in many parts of the world. Many indigenous activists are subject to state-sanctioned racism, criminalization and incarceration as a consequence of their opposition to destructive neoliberal forms of development that threaten indigenous lands and lives (OHCHR 2018) . In the worst cases, such as that of Berta Cáceres, they are brutally murdered. State-led or -endorsed violence often increases global solidarity and further builds the profiles of indigenous activists and their causes.
Consequently, it can in part constitute or accelerate processes of indigenous celebritization. That the politics of celebrity culture can be multifaceted and contradictory has been recognized by scholars such as Turner (2004) and Chris Rojek (2001) . In spite of the work it does on behalf of global media conglomerates, celebrity culture also often functions as a site in which meanings of affluence, visibility, accountability, value, talent and inequality are contested and struggled over.
In this paper, we adopt Olivier Driessens' (2012) distinction between the processes of "celebrification" whereby particular individuals achieve fame or notoriety, and the "meta-process" of "celebritization," which entails "societal and cultural changes" (p.
643) associated with the expansion and "embedding" of celebrity, including the "diversification" that ensues as celebrity penetrates "social fields" that have traditionally been "less permeated by celebrity status" (p. 645). We nominate the ongoing emergence of indigenous activism as a terrain for the production and consumption of celebrity as one such site of contemporary diversification in Driessens' sense. McCurdy (2013) distinguishes between two different forms of celebrity activism: that associated with celebrities who harness their fame to promote political causes (which he calls "CA1") and that associated with those who achieve prominence or notoriety as a consequence of their political activism (which he labels "CA2"). There is a significant body of literature on celebrities who embrace and publicly promote humanitarian and political causes (see, e.g., Chouliariaki 2013;
Hasian 2016; Kapoor 2012), but there has been much less scholarship on "CA2" or on indigenous celebrities, and even less work that focuses specifically on the celebritization of indigenous activism (but see di Piramo 2010; Krøvel 2011) . This absence is surprising in light of widespread criticism of the strong colonial, "white saviour" and neoliberal implications of much "CA1" activism (see, e.g., Kapoor 4 2012). These critics have emphasized how CA1 activism often eclipses or marginalizes local and indigenous struggles for development or justice (Hasian 2016) .
What work has been done on indigenous celebrity, nevertheless, does help us to understand its differences from other forms of celebrity and is suggestive of ways in which indigenous celebrity can be constituted and mobilized in counterhegemonic ways.
Like conventional celebrities, indigenous activists become the focus of public attention, appear across the convergent mediascape, and become implicated in the sense-making practices of media audiences and commentators, state actors and political activists. But because indigenous activism emerges out of resistance to both colonialism and capitalism, its celebritization is potentially productive of a quite different cultural politics than that typically enacted around celebrities who become known for their music, movies or sporting talent (or who become "well-known for their well-knownness," in Daniel Boorstin's famous phrase [quoted in Turner 2004: 5]), and who then publicly embrace an activist cause. Celebrified indigenous activists have the potential to draw attention to anti-capitalist and anti-colonial struggles without being seen as engaged in hypocritical modes of brand-building. As Jane Stadler (2009: 323) writes, prominent indigenous activists' "ability to embody ideas and identities from the periphery, to revalue cultural difference and enable recognition of the rights of the disadvantaged, and to inspire social change is perhaps the ultimate potential of the postcolonial celebrity." Nevertheless, indigenous activism isn't immune to commodification nor to the complex interplay of both top-down and bottom-up forces that drives all celebrity culture (see Couldry and Markham 2007) .
While the celebrity status of indigenous activists is not industry-driven in quite the same way as that of conventional celebrities, celebritization enables activist performances to provide good material for ratings-driven television that can complicate the grassroots underpinnings of this activism. While not all indigenous media forms should be understood as reactions to non-indigenous media and society (York, 2016) This paper deploys a form of conjunctural analysis to explore the figuration and celebrification of a Māori activist in a rapidly changing media environment and political context, in order to understand how his activism both shapes and is shaped by the celebritizing and neoliberal conjuncture within which it is constituted. This 6 approach enables us to see how the mediation of Māori struggles can exploit opportunities to unsettle persistent colonial confidence. To achieve these aims, we have viewed and analysed a large number of media texts featuring Tame Iti, as well as the discursive activity conducted around these texts in the convergent mediasphere.
We have also spent time in 2015 and 2016 interviewing and talking to Iti about his activism and its mediation and remediation.
Colonial violence and media figures
Conjunctural analysis "seeks to identify the balance of conflicting forces at work within a particular social formation" (Adams et al. 2017: 52) . It is attuned to the historical and geographical specificities that constitute a time, place and the political tensions and opportunities embedded therein . It attends to the contested, contradictory and antagonistic conditions within which events unfold and which provide possibilities for political interventions and transformations.
Conjuncturalism is appropriate for the analysis of "societies (or areas within them) at points of crisis . . . where social struggle is most acute and most visible," and so where social relations are most amenable to change (Fiske 1991: 472 (Adams et al. 2017) . At the same time, however, the geopolitics of the post-9/11 world have facilitated the widespread recoding of indigenous political struggle as "terrorism," a development whose consequences were apparent in the police "terror raids" on Māori territory in Te Urewera in 2007 (Adams et al. 2017; Devadas 2013) . Tame Iti's activism thus takes place within a complex conjuncture marked by the fluid and contradictory dynamics of media convergence and the generation of new spaces of material and discursive struggle whereby neoliberal capitalism and coloniality are both intensively contested and reasserted.
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We also draw here on the concept of the media figure to explore how larger historical forces and social dynamics come to be embodied in and represented through particular individuals. " Figure" is both a noun and a verb, and media figures always operate as both objects and agents of struggle who at once intervene in and shape, while also being shaped by, key terrains of contemporary discursive and cultural politics. As John Fiske (1996: 69) writes, media figures are products of our hypermediated age, and a figure is thus "a hyperreal person whose reality includes both a body . . . composed of flesh, bone, and blood and a body of infinitely reproducible signifiers or electronic dots on a . . . screen." Although the body of an individual who becomes a media figure may be "comparatively powerless in determining the way he or she is to be figured, it is extremely powerful in giving the histories" and social alliances with which it is associated "a material presence, in making them live, in making them visible and audible, and in making them matter in, and become the matter of, everyday life" (Fiske 1996: 70-1) . Media figures become terrains of struggle, as well as points of articulation through which social interests and alliances speak and can be made heard. It is the physical and electronic embodiment of social and historical interests in media figures that makes them popular sites of engagement, for in "an age of electronic figures and of hypervisibility, embodied histories and politics are the ones that matter . . . because alliances, for or against, are more easily formed with a figure" than with an abstract political position (Fiske 1996: 76) . Media figures resonate with viewers, audiences and citizens because they tap into a society's deepest fault lines, axes of division, and reservoirs of affective and discursive energy.
Writing in the context of neoliberalism in the UK, Imogen Tyler (2013: 10) develops what she calls a "figurative method" that traces the "fabrication and repetition of abject figures across" multiple sites such as the popular media, government policy formulations, and the discourses of academic experts. These abject figures, including immigrants and welfare recipients, function as "ideological conductors" that are "mobilized to do the dirty work of" neoliberalism, by serving to justify punitive economic, social and political measures (ibid: 9). In our case, the figure of Tame Iti is mobilized as an ideological and discursive conductor of both colonial and decolonial forces and meanings. Tame Iti is a flesh and blood person (in Māori, a tangata), but he is also a mediated assemblage composed of "all available public texts" about him, and is therefore subject to diverse modes of political and discursive activation and rearticulation (see Molina-Guzmán 2010: 51-20) . The concept of the media figure is theoretically useful for engaging with the celebritization of indigenous activism because it helps to account for the impossibility of finally and definitively distinguishing between the reality of the individual and the discursive mediation of the figure, as well as helping to understand the ongoing capacity of the figure to serve as a terrain of struggle across a variety of sites and issues.
Tame Iti as indigenous celebrity activist
Tame Iti (Tūhoe /Waikato/Te Arawa) is New Zealand's best known and most intensely mediated indigenous activist. He has been fighting for Māori sovereignty for more than four decades. He's also an accomplished artist, a radio broadcaster, and a social worker. Our reason for focusing on "Tame Iti" as a media figure, far from wishing to individualize the generations-long struggle for Māori sovereignty, is aimed precisely at the demonstration of how social and historical forces come to be condensed and embodied within particular sets of texts and images that thereby themselves constitute terrains of contestation where political victories and losses accrue and contribute to the production, reproduction or destabilization of this or that conjunctural assemblage. Iti is of course not the only famous Māori activist, although he certainly is one of the most recognizable of the current generation, and is sometimes described in the media as the face of Māori activism. He's well known for his disruptive, hyperperformative, theatrical and media-savvy style of protestation.
His full facial moko makes him easily recognizable and in the eyes of many Pākehā dangerously radical (see Figure 1 ). His methods have frequently unsettled many New Zealanders, including some Māori, and have often attracted condemnation from conservative sectors of the political and media establishments. (the boundary that separates stolen lands from the rest of Tūhoe territory) and announced that those living on stolen land had 12 months to vacate these lands. He then waited for a call from the media, which came early the next morning from Radio Pacific. When he was asked on air why he had issued these eviction notices, Iti replied, Well, let me tell you this story. In 1860 we too were also issued an eviction notice. We were only given three months to vacate the place.
And so they came through and those who refused to move after three months, not only were they shot on the spot, but their homes were burned to the ground. And their gardens were burned to the ground.
As Tame said to us of this event, suddenly "you've got 35,000 people [listening to the radio] who had never heard that story before. So, you capture your audience" Crown representatives arrived to shouting, burning cars, and Tūhoe on horseback.
They witnessed Iti performing a whakapohane (bearing of the buttocks), which is, according to Māori Studies academic Dr. Pat Hohepa, "the ultimate culturally sanctioned Māori way of displaying opprobrium" (Mihaka and Prince 1984: 15) , and brandishing a shotgun, which he used to fire at a New Zealand flag that was lying on the ground. For Iti, these displays were necessary to remind the Crown of its history of atrocities against Tūhoe: "a hundred years ago they burned this place down. So, the Crown is coming here to hear your story. So, we need to create tension, firearms, guns, because that all happened in 1860. Fire, smoke, yelling, screaming, all of that" (interview, July 2015). After filmmaker Robert Pouwhare's footage of the reenactment was shared with mainstream media, the images of Iti shooting the New Zealand flag were shown over and over again on national television where they provoked Pākehā rage and were "derided as [a] mere theatrical gimmick, or a form of violent anti-diplomacy" (Edmonds 2015: 189) . Nevertheless, Iti's reenactments also exposed the violence and brutality of New Zealand's colonial histories and "opened the space of the political to create a new reading of the past" (Edmonds 2015: 189) .
This reading would become increasingly significant as Tūhoe moved closer to settling its differences with the Crown through the Waitangi Tribunal.
Actions like flag shooting, calling someone a prick and performing a whakapohane, which may be deemed "vulgar" by Pākehā, thus give targeted offence that necessarily unsettles the dominant Pākehā discourse of New Zealand as a harmonious bicultural nation. Amber A'Lee Frost (2016) extremist, but also to interrogate coloniality and police brutality, and to explore Tūhoe history and cultural practices. This came about partly as a consequence of contestation over the application of discourses of terrorism to Tūhoe, as noted above, but also partly as a consequence of negotiations between the iwi and the Waitangi Tribunal, so that the 2007 terror raids and the much longer history of colonial terrorization of Tūhoe by the Crown became increasingly intertwined constituents of a common discursive terrain. While the negotiations were an attempt to settle grave historical injustices, the 2007 terror raids, undertaken on unceded Tūhoe land, became increasingly available for media figuration as an instance of (colonial) history repeating itself. The verdict and sentencing were of interest to all New Zealand media, so Tame took advantage of the television cameras both inside and outside the courtroom to display his lack of deference to the colonial legal system, to emphasize that the application of justice is not culturally neutral and to draw attention to the fact that the New Zealand justice system was imported from Britain and should not be applied to indigenous peoples. When he left the courtroom after the verdict in March 2012, he spoke only in Māori to the large phalanx of assembled media, which was heavily armed with cameras and recorders. After thanking all the Māori around the country that had supported him, he recited: "Hei tira tira, te poti me te whira, te kau hūpeke te maramu . . . ." This is the Māori translation of the English nursery rhyme, "Hey Diddle Diddle," which he was taught in English at the primary school where students were forbidden from speaking Māori. Tame would later explain to us that he understood the use of such nursery rhymes to be part of a larger colonial strategy that attempts first to disorganize or scramble the minds of colonized peoples ("hey, diddle, diddle, the cat and the fiddle, the cow jumped over the moon . . .") so they could then be put together differently (personal communication, July 2015) . At the moment of his sentencing in May 2012, Tame performed a loud haka that disrupted the constructed and enforced solemnity of the courtroom.
Indigenous celebrity activism, conjunctural shifts and the politics of estrangement
Over the years, as well as appearing frequently on prime time news reports, Iti has also featured in a large number of documentaries. He has used these more expansive media spaces to reflect on his problematic figurations in mainstream media
that "use what they've captured to belittle us" (Waka Huia, "Māori Activist Tame trailer of festival film Price of Peace that drew more than 100,000 views" (Norman 2015) . The Facebook post also sparked a lengthy conversation thread that captured the positive energy, excitement and interest surrounding the film. The cinema's social media manager said they had "not had a reaction like this to a movie before," and that
The Price of Peace attracted more engagement than a typical Hollywood blockbuster.
This kind of convergent media activity reveals that Tame Iti as celebrity activist media figure is beginning to occupy a different location within both the NZ mediascape and society more broadly. In recent years, Tame has been invited to do longer interviews on radio and television and to give prestigious public lectures.
Competing figurations of Iti-as troublemaker or extremist, for example-do nevertheless continue to resurface. That is to say, he continues to be a socially resonant and contested figure.
The figure of Tame Iti thus forms part of a "symbolic battleground" (see Lilie Chouliaraki (2013) , while highly critical of the past and present forms of solidarity that develop around celebrity humanitarianism, and in particular the narcissistic cultural dispositions that they engender, ends her book The Ironic
Spectator by suggesting that engagement around indigenous activism might produce a progressive or even radical mode of estrangement. Such estrangement involves three elements: "exposure to otherness," "engagement with argument" and the "reversal of humanization" whereby sufferers who are different from an implicitly Western "us"
are "endowed with a sense of . . . humanity" through depictions of their asymmetrical power relation with a dominating figure who is "like 'us'" (Chouliaraki 2013: 199-200) , as in some of the media coverage of the terrorizing aspects of police raids on ordinary Māori members of the community of Ruatoki. While Chouliaraki is focused on distant suffering, there is some evidence that gaining familiarity with Iti's activism and engaging with arguments around sovereignty, racism and coloniality are producing a progressive kind of estrangement among at least some New Zealanders.
We'd like to end with an anecdote that illustrates both the impact of Tame's celebrification and the extent to which his figuration as a dangerous radical and terrorist has been effectively subverted and reconfigured. In May 2016, we travelled with Tame from Wellington to a conference at Otago University, where Tame was an invited keynote speaker. As we entered the Air New Zealand lounge at Wellington airport, Tame realized he had lost his boarding pass. In spite of the fact that the international airport is a key site of securitization in the post-9/11 world and Tame had literally been charged with terrorist activities within the previous decade, the Air New Zealand agent, without requesting any form of identification, said simply, "Don't worry, Mr. Iti, we'll print you a new one." She then turned to us and said, "He's always so beautifully dressed, isn't he?" Indeed.
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1 Marcos is not actually indigenous but is a mestizo intellectual from Mexico City who has been part of the Zapatista struggle since the early 1990s. 
